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WHAT IS ROMANTICISM? 
(From a talk by Leonard Bernstein at a Thursday Evening 

Preview Concert of the New York Philharmonic) 

It seems to me that today, more than ever, we are attracted 
by and need romantic art. The new strides in psychiatry, 
bio-chemistry and neural physiology seem to be leading us 
all irrevocably toward a time when the surprise of living will 
be all but gone, when all emotions, affects and reactions will 
be clearly predictable, and man will be reduced to a kind of 
electronic computing-machine. What will happen to the 
imagination once we know all about thought-process? What 
will happen to that wonderful word “mood” after we know 
exactly what the synapses are up to? Will love become simple 

chemistry, and affection merely a kind of organized healthy 
living? These are some of the questions troubling many 
minds in our time; and this is the reason we are clinging 
harder than ever, almost desperately, to the good old- 

fashioned wonders of romantic art and romantic living. 

But what do we mean by romantic? After all, romanticism is 
a quality we think of as germane to all of art, really — the 
romance of Fifteenth Century religious painting, of Vene- 
tian architecture, even of the bust of old Queen Nofretete. 
What can be more romantic than the warmth of a Mozart 
Andante, the majesty and unpredictability of a Bach Fan- 
tasy, the awesome dedication of a Palestrina or Stravinsky 
mass, the sporting devilry and lyric athleticism of Prokofiev? 
And yet not one of these names can be remotely associated 
with capital-R, Romanticism. One is baroque, another classic, 
another neo-classic, etc. For capital-R Romanticism was a 
specific movement in a certain historical period—conscious, 
willed, and organized — a fever that took Europe by the soul 
in the first half of the Nineteenth Century, starting simul- 

taneously in France and Germany. 

In the course of these programs I shall be speaking to you 
about various aspects of Romanticism, and of Schumann. 
But tonight, I would just like you to consider briefly one 
aspect that derives from this big Romantic conception of the 
great masterwork — namely, the cyclical idea. 

Until Beethoven appeared, the symphony comprised four 
separate movements, which could vary in form from case to 
case but always maintained their separateness. A Mozart 
or Haydn symphony was essentially a suite, greatly magni- 
fied and developed, but still a suite of separate rooms, so to 
speak. Then Beethoven wrote his Fifth Symphony, in which 
he made the first real attempt to unify some of these rooms — 

at least two of them — in terms of a house, a whole structure. 

——s 

He did this by simply bringing back elements of his third 
movement during his fourth. The effect was electrifying, and 
still is, for that matter. But when, in his great Ninth Sym- 
phony, he brought back fragments from all of the preceding 
movements, then he was really issuing the call to arms for 
eyclic procedure, the wrapping up of a symphony into a > 
singly conceived unity. And this call was answered joyfully 
by almost every succeeding composer from Schumann to 
Berlioz and on through Franck, Liszt, Tchaikovsky, and 
Mahler. | | 
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Mr. Bernstein has faith in the rightness of Schumann’s own final revision (1851) of the D Minor Symphony. In this recording the listener is given the unique oppor- 

tunity of hearing the work just as Schumann left it, unburdened with the usual revisions designed to “correct”? the composer’s reputed deficiencies as an orchestrator. 

ROBERT SCHUMANN SYMPHONY NO. 4 IN 
MANERED OVERTURE Op. 115 NEW YORK PHILHARAMONIC 

In Schumann’s Fourth Symphony, which we are about to 
hear, we find a very advanced example of cyclical writing — 
so advanced that it is not limited to one motive that ranges 
through the work, but has several, which actually keep devel- 
oping out of one another. Let me give you an idea of some 

of them. The first thing you hear is the motive: 

<< 

Out of this simple idea, grouping notes of the scale 3 by 3, 
Schumann fashions his entire sombre introduction to the 

Symphony. Then we don’t hear from it again until the second 
movement, where it appears first as before: 
V1.1 

Oe ge ae ee 
and then becomes transformed into a new middle section. 

But here, in this much less sombre, more lyrical version, he 
decorates it with embroidery by the solo violin: 
V1. Solo ; 

Comes the Scherzo, the third movement, and again the middle 
section is based on the same scalewise idea, only with all the 

first violins now making the embroidery : 

Imagine, all that light and joy has evolved out of that first 
gloomy phrase. And here’s an even more striking thing about 
this Scherzo. The main subject, which goes: 

is really the same motive again, only upside down. Schumann 
merely inverts the notes. But wait: this isn’t even the real 
theme of the Scherzo. It’s really only a bass-line for what’s 
on top of it. You see — now I hope this isn’t getting too com- 
plex — way back in the first movement, along about the mid- 
dle, Schumann reached a point where new material evolved, 

martial in spirt. 

THE SELECTIONS (PUBLIC DOMAIN) ARE FOLLOWED BY THEIR TIMINGS. 
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And that tune, put into the %4 time of the Scherzo, becomes 
the real theme of the Scherzo, while underneath the scale- 

- figure provides a bass. 

You see how complexly wrought all this is? How strong was 
Schumann’s compulsion to make everything grow out of 
something previous, so as to produce an organic unity? In 
fact, when he comes to his final movement, he bases the whole 
thing on that martial tune that originated somewhere in the 

middle of the first : 

There are so many other of these inner thematic relations that 
we could spend hours tracking them down. But I hope this 
little investigation gives you some idea of what to expect. 
The main thing is the cyclical unity: Schumann even directs 
that all four movements be played without a pause, as one 
continuous piece, the better to convey this grand Romantic 
vision of the integrated masterpiece. For that’s what it 1s: 
the image of Romantic Man, the Artist-God, escaping from 
the treacherous earth on the aerial currents of a masterpiece. 

aE 

Although Schumann’s symphonies are regularly heard, his 
overtures, of which he wrote some half dozen, are regularly 
neglected. The Manfred Overture is gradually making its 
way into the standard repertory, but two other equally sombre 
and noble works — the Overture to the opera Genoveva and 
the concert overture, Die Braut von Messina — are still vir- 

tually unknown. 

The Manfred Overture is the first number of the extended 
incidental music that Schumann composed for Byron’s poetic 
tragedy in 1848-49. Although Byron’s work is essentially a 
closet drama, intended to be read rather than seen, it has 
occasionally been produced for the sake of Schumann’s 
music (once during Schumann’s lifetime—Weimar, 1852). 
The entire score is a splendid example of his later, darker 
manner : one thinks of the Colosseum narrative, the calling up 
of the Witch of the Alps, the death of Manfred. But the 
essence of the drama is in the Overture — Manfred’s incestu- 
ous, guilt-laden memories, his heroic defiance of all powers 
(whether of heaven, earth or hell) that attempt to fetter the 
freedom of his will, the more gentle and lyrical music that 
images the dead Astarte. Working with severely mono- 
chromatic materials, Schumann forged a structure whose 
grandeur recalls the Alpine fastnesses of Byron’s drama. 

® “Columbia”, “Masterworks”, @) Marcas Reg. Printed in U.S.A. Library of Congress catalog card number R61-1129 applies to this record. 
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